Introduction
The integration of amusement parks and cinema has a long history.
Hale's Tours are the oldest examples; they attracted visitors by combining the elements of cinema (panoramic view) with those of the amusement park rides (rocking motion). Also, in the United States amusement park movie theaters were a common phenomenon during the early twentieth century (Rabinovitz 35). Critics like Tom Gunning, Lucy Fisher, and Leo Charney have suggested that amusement parks share the interest in mobility, visibility, or even modernity with early cinema. As Gunning writes in his influential essay "The Cinema of Attractions: Early Film, Its Spectator and the Avant-Garde," early cinema and the great amusement parks of the 1920s have their roots in the same ground: the emergence of modernity and the desire to shock the viewers with visibility (58).
With this said, that amusement parks fascinated several film directors in the age of early cinema is not a coincidence. We can find amusement parks in the cinema as frequently as we find cinema at the amusement park. During the first decade of the twentieth century, the period when amusement parks were in their heyday, Coney Island was viewed as "one of its most complete, most studied and best known manifestations" (Clavé 14) . It was shot in several early films of Sunrise and The Crowd, she does not combine her analysis with attention to historical changes in cinema language and in the amusement park industry. Importantly, the amusement parks come to a decline as people come to view modernity as "a habitual second nature" . My proposition is that the amusement park scenes of the early twentieth-century films highlight the change in the ways in which people react to modernity. By comparing and contrasting the two films, I will argue that the amusement park scenes reflect the historical moment in which people began to be used to modernity.
To be more specific, I intend to investigate how the transition from the cinema of attractions to the cinema of narrative is represented in Sunrise and The Crowd to better understand the changing views of modernity. Tom Gunning argues that "the cinema of attractions does not disappear with the dominance of narrative, but rather goes underground, both into certain avant-garde practices and as a component of narrative films" ("The Cinema of Attraction" 57).
In another essay, "Modernity and Cinema: A Culture of Shocks and Flows," he argues that "a sense of fragmentation" that remains in the chase film illustrates the integration of two different cinematic languages (311). Similarly, Charles Musser contends that the transition from actuality to fictional stories is found in the history of the travel genre. With Musser, the transitional films integrate the classical narrative to the "viewer-as-passenger strategy" (130) which was generally used in documentary films. As railway panoramas disturb narrative in transitional films (Musser 129), in Sunrise and The Crowd the amusement park scenes represent the remaining elements of the cinema of attractions within the narratives.
Fundamentally, this article seeks to highlight the ways in which the amusement park mirrors and critiques the opposing views of modernity in Sunrise and The Crowd. I will examine how amusement park scenes function as attractions in Sunrise and The Crowd and then discuss how the transition in the style of cinema parallels that of the amusement park industry. In the initial part of the article, I
will argue that both amusement parks and films were used in representing modern experience. Then I will argue that the elements of the cinema of attraction and the increased narrativization in the cinema and the amusement park industry both appear in the amusement park scenes. The final part of the article will focus on the conflicting views of film's position in the culture industry through comparing and contrasting the ways in which the amusement park embodies modernity in Sunrise and The Crowd.
Amusement park: the recreation of the city
Sunrise and The Crowd shed light on the interconnection of city street, film, and amusement park. Noting that people rode the trolley just to feel the "trolley breeze" before the emergence of the amusement parks, David Nye states that the electric light turned the urban landscape into a spectacle, and the trolley offered people "a new kind of tourism" (85). Nye also notes that the amusement parks were first built at the ends of the trolley line (11). This highlights the ambivalent views of the amusement parks. First, it implies that the amusement parks were created from the desire to escape everyday lives; since they were located at the end of the line, people could feel that they momentarily leave the city behind and travel to somewhere else instead of endlessly coming and going between their home and workplace. This is connected to Nye's argument that amusement parks "serve[d] as a feast of fools for an urban industrial society where the patron momentarily escaped into a magical world" (12). That the amusement parks "operated chiefly at nights, on weekends, and during holidays" (Nye 11) also suggests that people visited the amusement parks to escape the daily routine.
At the same time, the location of the amusement parks highlights the connection between its inner space and the outside world. That streetcar companies developed many of the rides (Nye 128) indicates that amusement park rides were literally an extension of the trolley or streetcar. Thus, it is not surprising that the amusement parks offer their visitors the same kind of experience of urban space. In Sunrise, the scene in which the couple enters the city on a trolley overlaps the scene in which people enter the amusement park through a tunnel. In the first shot of the amusement park, there is an entrance below the circles of electric lights, and the camera enters a tunnel that connects the inside to the outside of the amusement park.
Similarly, in The Crowd, John and Mary go up to the second floor of the double-deck bus on their way to the amusement park in order to watch the urban landscape. This scene overlaps the scene where they pass through Tunnel of Love in a canoe; as in the double-deck bus scene, the camera is located in front of them, shooting both the couple and the passing images. The overlapping of these scenes highlights the similarity between the act of riding a bus or trolley and that of riding the amusement park rides.
The acting of watching the urban landscape is recreated not only in the amusement parks but also in the cinema. Significantly, early cinema allows people to repeat what they experienced in their daily lives at the movie theaters. As Weihsmann writes in "The City in Twilight: Charting the Genre of the 'City Film' 1900 -1930 ," the early city films functioned "as true-to-life documents" that recorded the city life (8). Although Weihsmann focuses on the German Expressionism in this article, he notes that it was a general trend of the early cinema to try to grasp the actuality of life through recording the urban landscape:
Early examples of film were received, like photography, as true-to-life documents and therefore as scientific proof. They showed without much attempt at rhetoric or aesthetics that the incorruptible camera-eye was a reliable tool that made the magical appear in the seemingly bland and banal of everyday places and situations. Their work thus emphasized primarily the (re)presentation and perception of space rather than special effects, fake or pseudo-realistic, surrealistic and magical elements as in Méliés's marvelous trick theater. (8) Quoting Gunning, Weihsmann adds that the early cinema offered the audience the opportunity to enjoy the urban landscape as spectacle:
"The transfer to film allowed the city street to become another sort of spectacle, one mediated by an apparatus ... the street is filled with endless attractions" (Gunning "The Cinema of Attraction" 8-9). From this quote, we can see how the attractions of the urban world served as the subject matter for the early cinema.
In Sunrise and The Crowd, the representation of modern experience is stressed through a new kind of perception. When watching these two films, the viewer is supposed to get used to a new perception of landscape through the eyes of the central characters onto whom the panoramic scenery rushes while they are riding on modern vehicles.
As Kirby notes, both railway travelers and moviegoers had to undergo "the internalization of panoramic perception as second nature" in the early age of the railway and film industries (59). In Sunrise, the panoramic scenery passes by the couple's trolley while they are heading for the city, making the audience feel that they themselves are entering it. That is, the boundary between the trolley passengers and the film audience is blurred through this scene. This scene also suggests that the act of looking around the city street resembles that of seeing a film. As a film "pull[s] the viewer in and give[s] the viewer a place" (Charney 33) , the city space literally pulls the couple in. It is important to note that the couple do not look at the urban landscape while riding on the trolley. In a sense, they do not become a part of the surrounding scene until they look around themselves. As Charney writes, modern life is characterized by "the experience of the urban street, traversed by vision, motion, and perception" (52), and one must "keep up best [one] can" (33) while the images drift by incessantly. After coming out of the doorway, the couple raise their eyes and look at the city street for the first time. When they walk into the landscape, the moving images pass by them as in a film. This scene signifies not only the fact that they are physically "entering" the city street but also the fact that they are being immerged into the scenery through "watching" it. This kind of metaphoric image indicates that the act of walking along the city street is no different from watching a film and that visual sensation is the essence of modern experience.
Charney claims that amusement parks in the metropolis provided people with "release and relief from the urban world of work,"
adding that "ironically, these parks reaffirmed the conditions of modernity as much as they relieved them" (76). Although I agree that they came to perform dual roles in modern society, the reaffirmation of the modern experience does not seem just "ironical."
Rather, it seems that the amusement parks of the early twentieth century are designed to represent everyday lives of the urban world from the beginning. Noting the similarity between the urban landscape and the landscape of the amusement park, Clavé states that the early amusement park "heralded visitors through its excess and velocity of parts-in-motion" (30):
Park architecture was extravagant, large-scale, a diverse mix of fantastic, historic, and exotic styles painted in bold colors and dramatically illuminated with incandescent electric lighting. Frederick Thompson, planner of Coney Island's Luna Park, emphasized this to his fellow businessmen: "The very architecture must be in keeping with the spirit of carnival. It must be active, mobile, free, graceful, and attractive. It must be arranged so that visitors will say 'What is this?' and 'Why is that? '" (30) That the mixture of different colors, shapes, and cultural context was intentionally put into the design of Coney Island indicates that amusement parks seek to represent the very overstimulation and Amusement Parks in the Cinema 37 distraction of urban space. We can see how the representation of the urban landscape is illustrated in Sunrise and The Crowd. In both of the films, different kinds of rides, dancing halls, and restaurants are located densely without any coherence or spatial structure, preventing both the audience and the amusement park-goers from fixing their eyes to one spot. In Sunrise, since a tunnel connects the inside and outside of the amusement park, the amusement park-goers come to face with the diverse images of an elephant, dancers, a roller coaster, a circle swing, and a merry-go-round as soon as they pass the tunnel. That the camera shoots the rides like the circle swing, revolving mandrel, and fun slide with staccato images implies that the amusement park visitors' attention is as distracted and momentary as that of city viewers whom Charney characterizes as "discontinuous" (52). As in a number of city films, the fragmentary images of the urban world are shown in The Crowd when Johnny first arrives at the city. Also, in Sunrise, the city street is so full of rapidly passing images that the whole scenery has no cohesion in it. By shooting the city street and the amusement park in a similar way, Sunrise and
The Crowd shed light on the way in which the amusement park recreates modern experience. Similarly, in The Crowd Coney Island attracts the audience's eyes with its electric lighting. These scenes suggest that the amusement parks function as spectacle within the two films as they do in daily lives. In other words, both of the films seek to shock the audience with sheer visibility when they start to shoot the amusement parks.
We can see that the amusement parks are displayed to the audience "with the immediacy of a 'Here it is! Look at it!' (Gunning "Now You See It" 76), which characterizes the cinema of attractions.
Further, the circle that is revolving above the entrance of the amusement park highlights that both the amusement park and the early film offer people "an isolated moment" (Charney 43). As Interestingly enough, the two films suggest that not only the amusement park but also the amusement park-goers fashion themselves as the object of gaze. As Gunning notes, the relationship between the spectator and the object of gaze differs in the cinema of attraction and in the cinema of narrative: "The attraction directly addresses the spectator, acknowledging the viewer's presence and seeking to quickly satisfy a curiosity. This encounter can even take on an aggressive aspect, as the attraction confronts the audiences and even tries to shock them" ("Now You See It" 75). In the amusement park scenes of Sunrise and The Crowd, the visitors display themselves to other visitors/spectators quite willingly as if they agree to become a part of the spectacle. In Sunrise, both the amusement park visitors and the film audience can watch the husband and wife dancing in public. In this scene, they "take their places as tranquil objects of a public gaze rather than anxious subjects of an individual look" (Morrison 38) . This indicates that the couple change into a kind of attraction at the amusement park. 2) The Tunnel of Love scene illustrates how the 1) In Sunrise, the transparent walls surrounding the amusement park make the park space look like a transparent 'frame.' On the one hand, the isolating walls emphasize that the amusement park offers an isolated moment to its visitors, but on the other hand, the transparency of the outer walls implies that the inside of the amusement park is still connected to the outside world. Therefore, it can be said that in Sunrise the amusement park functions as a metaphoric image that sheds light on the general conception of the amusement park space. The door's transparency allows the viewer to see the busy shop in the depth of the composition, but it also allows the proprietor to see the street, so that when the couple tentatively enter the composition, the vigilant proprietor immediately opens the door with exaggerated cordiality to hurry them into the shop. If the connection of visual consciousness to urban experience previously in the film positions the couple as anxious subjects of the look who are themselves unseen, from this sequence on they become objects of a generalized, public gaze. (Morrison 41) I argue that the amusement park gives them the opportunity to perform these dual roles just like the barbershop. In Sunrise, not only the outer wall but the walls dividing the inner space of the amusement park are transparent. This suggests that there is no distinction between viewer and object of gaze in urban space. Both in the city street and in the amusement park, restaurants and shops are surrounded by transparent walls, enabling passengers and customers to look at each other. Through seeing and being seen by others in those places, the couple come to engage with the urban landscape. 3) There is a difference between the ways in which the characters of the two films fashion themselves as an object of gaze. In Sunrise the couple enjoy the public gaze at the amusement park, while John and Mary−Especially John−are conscious of others' gaze. For instance, when he and Mary's kissing is displayed to the viewers in Tunnel of Love, he looks a little uncomfortable. I will discuss this difference between the two films later in this article.
It is
that they can soon enjoy a kiss but also the fact that their kissing will be displayed in public. Moreover, that the spectators who watch the couples kissing hastily get into the canoe after them suggests that they agree to play the same role as John and Mary.
As shown in the Tunnel of Love scene, amusement park-goers know what they will experience before they get into the ride.
Simultaneously, however, they must pretend that they experience it for the first time in their lives to be amused with it. In other words, amusement park-goers must forget their experience repeatedly in order to recreate the moment of shock again and again and to make their own experience always fresh. This is connected to the fact that each Further, the different portraits of the amusement park mirror the different perspectives towards film's position in the culture industry: can film be as liberating as the early form of the amusement park, or is it just a part of the standardizing system that forces individuals to merge into a large crowd?
Reading the amusement park scenes in Sunrise and The Crowd together helps us to revive these questions which were at stake at the time of the early cinema.
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